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Founded in 1872, the School of Music combines the intimacy and intensity of conservatory 
training with a broadly based, traditional liberal arts education at the undergraduate level 
and intense coursework at the graduate level. The school offers degrees in performance, 
composition and theory, musicology, music education, collaborative piano, historical 
performance, as well as a certificate program in its Opera Institute, and artist and performance 
diplomas. 
Founded in 1839, Boston University is an internationally recognized private research university 
with 32,557 students participating in undergraduate, graduate, and professional programs. 
BU consists of 17 colleges and schools along with a number of multi-disciplinary centers 
and institutes which are central to the school's research and teaching mission. The Boston 
University College of Fine Arts was created in 1954 to bring together the School of Music, 
the School of Theatre, and the School of Visual Arts. The University's vision was to create a 
community of artists in a conservatory-style school offering professional training in the arts 
to both undergraduate and graduate students, complemented by a liberal arts curriculum for 
undergraduate students. Since those early days, education at the College of Fine Arts has begun 
on the BU campus and extended into the city of Boston, a rich center of cultural, artistic ar 
intellectual activity. 
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Pre-Concert Lecture by Visiting Associate Professor of Music Sean Gallagher 
Felix Mendelssohn 
(1809-1847) 
Robert Schumann 
(1810-1856) 
Robert Schumann 
nz Joseph Haydn 
32-1809) 
Overture, "The Hebrides," op. 26 
Tiffany Chang, conductor 
Requiem fur Mignon, op. 98b 
Nachtlied, op. 108 
Ann Howard Jones, conductor 
- Intermission-
Missa in tempore belli "Paukenmesse," Hob. 22:9 
Kyrie 
Gloria 
Credo 
Sanctus 
Benedictus 
Agnus Dei 
Kimberly Moiler, soprano 
Amy Oraftik, mezzo soprano 
Martin Bakari, tenor 
Adrian Smith, bass 
TEXTS AND TRANSLATIONS 
Requiem fiir Mignon 
CHORUS: 
Wen bringt ihr uns zur stillen Gesellschaft? Who are you bringing into our silent 
gathering? 
Einen muden Gespielen bringen wir euch; 
Lasst ihn unter euch ruh'n bis das Jauchzen 
himmlischer Geschwister ihn der einst 
wieder aufweckt! 
Erstling der Jugend in unserm Kreise, 
Sie willkommen! mit Trauer willkommen! 
Dir folge kein Knabe, kein Madchen nach! 
Nur das Alter nahe sich willig und gelassen 
Der stillen Halle, und in ernster 
Gesellschaft ruhe das Iiebe, Iiebe Kind , das 
Iiebe Kind! 
Ach! wie ungern brachten wir ihn her! 
Ach! und er soli hier bleiben! 
Lasst uns auch bleiben, lasst uns weinen an 
seinem Sarge! 
Ach! wie ungern brachten wir ihn her! 
Seht die machtigen Flugel doch an! 
Seht das leichte, reine Gewand! 
Wie blinkt die gold'ne Binde vom Haupt! 
Seht die schi:ine, wurdige Ruh'! 
Seht das reine Gewand! 
Ach! die Flugel heben sie nicht; im 
leichten Spiele flattert es nicht mehr! 
Als wir mit Rosen kranzten ihr Haupt, 
blickte sie hold und freundlich nach uns! 
Ach! die Flugel heben sie nicht! 
Seht die machtigen Flugel doch an! 
Schaut mit den Augen des Geistes hin an! 
In euch lebe die bildende Kraft, 
Die, das Schi:inste, das Hi:ichste, 
hinauf uber die Sterne das Leben tragt. 
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BOYS: 
We bring you a weary playmate; let her 
rest amongst you until such time as the 
joyous cries of her heavenly siblings 
should awaken her. 
CHORUS: 
First of youth to enter our midst, 
welcome! welcome with sadness! Let no 
boy or girl follow upon you! Let old age 
alone approach the silent hall, willingly 
and calmly, and let the dear, dear child 
rest in our midst! 
BOYS: 
Ah! how unhappily we have brought her 
here! Ah! and here she should remain! 
Let us remain, too, let us cry, 
cry beside her coffin! 
Ah! how unhappily we have brought her 
here! 
CHORUS: 
Look at the mighty wings! 
Look at the robe, light and pure! 
How the golden band shines from her 
brow! Look at her lovely, dignified peac .. 
Look at the pure robe! 
BOYS: 
Ah! the wings do not lift her; her robe no 
longer flutters in lighthearted play; 
when we wreathed her brow with roses 
she looked upon us, sweet and friendly! 
Ah! the wings do not lift her! 
Look at the mighty wings! 
CHORUS: 
Look with the eyes of the spirit! 
let the formative strength live within you 
that bears life, the most beautiful, the 
supreme, upward and beyond the stars. 
Schaut hin an! mit den Augen des Geistes 
hin an! 
Aber ach! wir vermissen sie hier, 
In den Garten wandelt sie nicht; 
elt der Wiese Blumen nicht mehr. 
ns weinen, wir lassen sie hier! 
Kinder, kehret in's Leben zuruck! 
Eure Tranen trockne die frische Luft, 
Die urn das schlangelnde Wasser spielt. 
Entflieht der Nacht! 
Tag und Lust und Dauer ist der Lebendigen 
Los! 
Auf, wir kehren in's Leben zuruck! 
Gebe der Tag uns Arbeit und Lust, 
Bis der Abend uns Ruhe bringt 
Und der Schlaf uns erquickt. 
Kinder! Eilet in's Leben hin an! 
In der Schonheit reinem Gewande 
Begegne euch die Liebe mit himmlischen 
Blick 
Und dem Kranz der Unsterblichkeit! 
Auf! wir kehren in's Leben zuruck! Auf! 
Wir vermissen sie hier. 
from Goethe, Wilhelm Meister's 
A; ticeship, Book 8, Chapter 8 
Nachtlied 
Quellende, schwellende Nacht, 
voll von Lichtern und Sternen: 
in den ewigen Fernen, 
sage, was ist da erwacht! 
Herz in der Brust wird beengt, 
steigendes, neigendes Leben, 
riesenhaft fUhle ich's weben, 
welches das meine verdrangt. 
Look there! With the eyes of the spirit! 
BOYS: 
But ah! we miss her here, no longer does 
she walk in the gardens and gather the 
flowers of the meadow. Let us cry, we 
leave her here! let us cry and remain with 
her! 
CHORUS (Bass, in Schumann's setting): 
Children! return to life! 
Let the fresh air that dallies about the 
twirling water dry your tears. 
Flee the night! 
Day and joy and duration is the lot of the 
living. 
BOYS: 
Onwards, we return to life. 
Let the day give us labor and joy 
until evening brings us peace 
and nocturnal sleep refreshes us. 
CHORUS. 
Children! hurry on to life! 
Let Love, in the pure gown of Beauty, 
greet you with celestial gaze 
and the wreath of immortality! 
Onward! We return to life! Onward! 
We miss her here. 
Translation adapted from Bradford Robinson, 
"Robert Schumann. Requiem fur Mignon," 
using Collins German Concise Dictionary, 
fourth edition. 
Flowing, swelling night, 
full of lights and stars: 
in the endless distances, 
speak: what has awakened out there? 
The heart in my breast is crowded 
with the rise and fall of life; 
I feel it weaving about me, an immense thing 
that squeezes mine out. 
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Schlaf, da nahst du dich leis,' 
wie dem Kinde die Amme, 
und urn die durftige Flamme 
ziehst du den schutzenden Kreis. 
from Friedrich Hebbel 
Missa in tempore belli, "Paukenmesse" 
Kyrie 
Kyrie eleison. 
Christe eleison 
Kyrie eleison 
Gloria 
Gloria in excelsis Deo. 
Et in terra pax hominibus bonae voluntatis. 
Laudamus te. Benedicimus te 
Adoramus te . Glorificamus te. 
Gratias agimus tibi 
Propter magnam gloriam tuam. 
Domine Deus, Rex coelestis, 
Deus Pater, omnipotens. 
Domine Fili unigenite, Jesu Christe. 
Domine Deus, Agnus Dei, 
Filius Patris. 
Qui tollis peccata mundi, 
miserere nobis. 
Qui tollis peccata mundi, 
Suscipe deprecationem nostram. 
Qui sedes ad dexteram Patris, 
miserere nobis. 
Quoniam tu solus sanctus. 
tu so lus Dominus 
Tu sol us Altissimus, Jesu Christe. 
Cum Sancto Spiritu 
In Gloria Dei Patris. Amen. 
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Sleep, you approach gently 
as the nurse approaches a child; 
and about this paltry flame 
you form a protective circle. 
translation: Emily Ezust, used by perm iss~. 
Lord have mercy, 
Christ have mercy, 
Lord have mercy. 
Glory to God in the highest 
And on earth peace to all those of good will. 
We praise thee. We bless thee. 
We worship thee. We glorify thee. 
We give thanks to thee 
according to thy great glory. 
Lord God, Heavenly King, 
God the Father almighty. 
Lord Jesus Christ, the only begotten Son. 
Lord God, Lamb of God, 
Son of the Father. 
Thou who takest away the sins of the world, 
have mercy upon us. 
Thou who takest away the sins of the wor a, 
receive our prayer. 
Thou who sittest at the right hand of the 
Father, 
have mercy upon us. 
For Thou alone art holy. 
Thou alone art the Lord . 
Thou alone art the most high, Jesus Christ. 
With the Holy Spirit 
In the glory of God the Father. Amen. 
Sanctus 
Sanctus, Sanctus, Sanctus 
Dominus Deus Sabaoth 
Pleni sunt coeli et terra Gloria tua. 
HI. a in excelsis. 
Benedictus 
Benedictus qui venit In nomine Domini. 
Hosanna in excelsis. 
Agnus Dei 
Agnus Dei, 
Qui tollis peccata mundi: 
Miserere nobis. 
Agnus Dei, 
Qui toll is peccata mundi: 
Dona nobis pacem. 
Program Notes 
Overture, "The Hebrides," op. 26 
Felix Mendelssohn 
Holy, Holy, Holy, 
Lord God of Hosts. 
Heaven and earth are full of thy glory 
Hosanna in the highest. 
Blessed is He who comes in the name of the 
Lord. 
Hosanna in the highest. 
Lamb of God, 
Who takest away the sins of the world, 
Have mercy upon us. 
Lamb of God, 
Who takest away the sins of the world: 
Grant us peace. 
In the summer of 1829, Mendelssohn, along with his friend Karl Klingermann, toured 
Scotland and the Hebrides region off its west coast. A highlight of their travels was 
Fingal's Cave, a sea cave on an uninhabited island in the Hebrides. After a memorable 
visit to the cave, Mendelssohn wrote in a letter, "in order to make clear to you the 
ex}· dinary effect the Hebrides have had on me, the following occurred to me there." 
TV\ ~-one bars of music written in short score followed with detailed instrumental 
indications. Such detail reveals the vividness of his original concept and his intent of 
exploiting orchestral colors in illustrating his visual impressions. The overture was 
quickly completed by 1830 and underwent several revisions within the next several 
years. 
The programmatic overture was a rather new genre at the time, introducing the idea of 
the overture as an independent, autonomous work and departing from the repertoire 
of operatic overtures. As opposed to Berlioz, who wrote detailed essays for program 
notes, Mendelssohn remained reluctant to describe or discuss extra-musical ideas in 
his works. He preferred to view music as a language and syntax of sounds superior to 
that of words. In his revisions of the overture, he rejected contrapuntal detail and busy 
imitative writing to capture a primitive, folk-like type of music-one, as he put it, that 
favored seagulls over counterpoint. 
-Tiffany Chang 
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Requiem fiir Mignon, op. 98b 
Nachtlied, op. 108 
Robert Schumann 
"Keep in mind that there are also singers, and that the highest in musical expressi 
is achieved through the chorus and orchestra ." This admonishment to composers 
published in Schumann's daybook in 1850, a year after he wrote the Requiem fur Mignon 
and the Nacthlied. Schumann tackled musical genres one by one-piano literature first, 
then songs, then symphonies, and so forth. His first work for chorus and orchestra, 
Das Parodies und die Peri, op. 50, was composed in 1843. His largest scale work up 
to that point, the Peri marked a watershed moment for Schumann's compositional 
career, establishing an international reputation for the Leipzig composer. With the Peri 
(performed earlier this month at Boston University's Marsh Chapel), Schumann lays 
the groundwork for his later assertions about the high value of music with chorus and 
orchestra. 
Without question, Robert Schumann is the quintessential German Romantic composer. 
Born in Zwickau just before Napoleon's downfall, he came of age in the easy-going 
Biedermeier period that followed French occupation. The fears of a French-style popular 
revolt and the bitter memories of an inadequate Code Napoleon forestalled more 
progressive political t rends already at work in America and France. It wasn 't until 
the 1840's that the younger generation, post-Napoleon, came of age, and political 
progress found hope in the revolutions and uprisings of 1848-49. An avid reader and 
commentator, steeped in literature and abreast of philosophical discourse, Schumann 
was a man of his time. His compositional record, spurred by his well-cultivated world 
of ideas, parallels the progressive movements simmering across central Europe in 
German-speaking towns and cities throughout the Rhineland . 
With roots as far back as Luther's concept of man at once righteous and sinful, the 
dialectic appears everywhere in 19th century Romanticism, from Faust's struggles 
against himself, Kant's pure versus practical reason, Hegel's Being versus Nothing n 
Schumann's own Florestan and Eusebius. It seems only natural then that the synthe "'of 
the highest poetry and the highest music would lead to the Absolute Spirit so longed 
for. Composed in this white-hot period of political revolution in the late 1840s, the 
Requiem fur Mignon and the Nachtlied bear the standard for Schumann's high-minded 
notions, and that journey toward the absolute. In a sense, this journey finds voice in 
the sanctification of the concert-hall, endowing the secular with a special religiosity: 
Goethe's Creative Spirit of the Requiem fur Mignon as a secular iteration of the Holy 
Ghost; redemption, rebirth and apotheosis through death (Mignon) relates directly 
to the previous centuries' Lutheran posture toward death as release or freedom from 
earthly life. Friedrich Hebbel 's Nacthlied describes this journey, but it is Schumann's 
setting that provides particular satisfaction . Consider the unsettled opening orchestral 
materials with their ambiguous tonalities. As the agitation builds, and the night grows 
darker, the forest deeper so to speak, Schumann ratchets up the musical intensity with 
one of his favorite, if most difficult to execute, markings-little by little faster. And then, 
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at the critical moment where sleep takes over, the agitation subsides, D minor yields to 
D major, and earthly time seems to stop. The weight of the burden is lifted, and we are 
received into Paradise-now aware, now transfigured, now divine. 
As) as writing the Paradise and the Peri in 1843, he excitedly wrote to a friend that 
thi~ ce would be a 'new genre for the concert hall.' For Schumann, this journey 
toward a new genre-a movement that will hallow the secular, beyond the sacred-
finds fulfillment in the Faust Scenes some ten years later. Along the way the Requiem 
fur Mignon and the Nachtlied each represent a single frame of this development. As 
miniatures of the idiom, the listener is drawn into their worlds-as if the action is 
already underway and we missed the first two minutes. The pieces begin without 
character development, the drama already in the second act. This attribute is both their 
glory and their weakness. If the listener is not fully prepared to engage before the music 
begins, the music's statement is lost. In a sense, the intensity of the musical demands 
alienates the passive listener. But the reward for those ready to hear Schumann's voice 
is astounding. 
I've always found it interesting that when setting the Creation story for his oratorio 
on the same subject, Haydn avoids any didactic opportunity to depict the fall of man 
or original sin, choosing instead to find comfort in the perfection of Creation and our 
hope of achieving the same-concord, harmony, the perfection of nature. In a sense, 
Schumann captures this same spirit musically: hope not yet dashed by the political 
failings of 1848 and 1849, and philosophy not yet having reduced reality to nothingness. 
Schumann retains a healthy na·lvete and worldview brimming with possibility. For some, 
it is difficult to adjust to Schumann's lens, fully aware of the anxieties to come. From our 
modern perspective, Schumann's idealistic notions can seem demode, even cute-like a 
fairy tale-but it is exactly these qualities that make him and his music irresistible, and a 
reminder of the original beauty of our possibility and aspiration . 
-Scott Allen Jarrett 
Scf /len Jarrett, D. M.A. is Director of Music at Boston University Marsh Chapel, and is a 
Lect er in choral conducting in the School of Music. He is Music Director of Boston's Back Bay 
Chorale, and the Oratorio Singers of Charlotte, the resident chorus of the Charlotte Symphony 
(NC). 
Missa in tempore belli, (Mass in Time of War) "Paukenmesse" 
Franz Joseph Haydn 
As a young composer, Haydn had written eight masses between the years of 
1749-1782, only si x of which have survived. He would not write another mass for 
fourteen years, when he composed the Mass in Time of War. His hiatus from composing 
masses partly stemmed from the series of decrees by Emperor Joseph II, who 
wished to simplify the liturgy and banned the use of orchestras within the church. 
When Joseph's successor Leopold II restored the full use of music to the church in the 
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1790's, composers gradually began to write fully-orchestrated masses again. 
Haydn wrote another si x masses between 1796 and his death in 1802, and those six 
late masses are generally thought to be among the masterpieces of his compositional 
output. In 1796, Haydn had just returned from Austria after si x years in London, during 
which time he was soaking in the grand choral writing of the Handel oratorios 
and working on his f inal set of "London symphonies." In his late masses, he uses t, 
compositional techniques he had been developing in secular genres to great effect: the 
symphonic orchestration, classical formal structure, text painting, and the concerto 
style featuring solo singers, chorus, and orchestra interacting independently. 
Haydn composed the Mass in Time of War at a time when the French under Napoleon 
were invading Austria. Napoleon was threatening invasion of Vienna, a short distance 
away from Eisenstadt, where Haydn was working on the mass, and where it would be 
premiered on September 13, 1796. The work is often called the "Paukenmesse," referring 
to the timpani that play a prominent role in the work. Whereas the final movement, 
Agnus Dei, had typically served as a gentle plea for peace, Haydn transforms it into a 
fierce prayer for peace and victory. The timpani and the trumpet fanfares 
become an ominous hint of approaching cannon fire, increasing the urgency of 
the plea. 
In the Kyrie, Haydn uses sonata form with a slow introduction, as he had in many of 
his symphonies, rather than the traditional tripartite Kyrie/ Christe/ Kyrie form of the 
Catholic liturgy. He barely devotes four measures to the Christe text. He features the 
soprano soloist at the beginning of the exposition and recapitulation and uses the 
mezzo-soprano soloist in the dominant key in the development section. 
The Gloria begins with an energetic choral first theme, followed by a gentler second 
theme on the text et in terra pax ("and on earth peace"). Then, Haydn writes a long 
aria-like solo for the bass with solo cello on the text qui to/lis peccata mundi (who 
taketh away the sins of the world), interspersing choral commentary on the text mis rere 
nobis (have mercy upon us). After the close of that section of text, Haydn returns 
opening music to finish the Gloria text, along with an extensive Amen. 
The Credo begins with fugal material, with each voice entering on a different line of 
text, then is interrupted by an Adagio C minor section in triple meter on the text 
Et incarnatus est (And was made man). Haydn uses the soloists for this section of text, 
which has a long tradition of being set in a special way to reflect its liturgical centrality. 
For the Et resurrexit section ("And was made man"), Haydn brings back triumphal 
C Major music. The soloists alternate with the chorus in a concerto-like structure. 
-Katherine FitzGibbon 
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Martin Bakari 
Tenor Martin Bakari is a second-year member of the Boston University Opera Institute 
with which he was seen last season as Ferrando in Cosi fan tutte and Lorenzo in the staged 
p•· re of William Balcom's Lucrezia. Last summer, he was a fellow at the Tanglewood 
~~ Center, where he sang Scaramuccio in Ariadne auf Naxos conducted by Maestro 
Christoph von Dohnanyi, as well as the Second Attendant in John Harbison's Full Moon in 
March under the guidance of Maestro Stefan Asbury, Dawn Upshaw, Alan Smith, and the 
composer himself. As a studio artist with Opera North the previous summer, he performed 
the role of Remendado in the company's production of Carmen. Mr. Bakari was the second 
prize winner in the junior division of the 2010 Palm Beach Opera Vocal Competition. He 
is a 2009 graduate of Boston University, where he earned a bachelor's degree in music 
education. In January, he will perform a concert of opera arias with the Salem Philharmonic 
Orchestra. Mr. Bakari is a student of James Demler and a native of Yellow Springs, Ohio. 
Kimberly Moller 
Soprano Kimberly Moiler is a second year Masters of Music candidate at Boston University, 
where she studies with Penelope Bitzas. In 2009-2010, she appeared as Adele in Concord 
Opera's spring production of Die Fledermaus, performed in the inaugural concerts for Boston 
Metro Opera as part of its artist roster, and performed in scenes at Boston University as 
part of Opera Workshop. In 2008-2009, Kimberly won first place in the Southern Illinois 
Young Artist Competition and was as part of the ensemble in The Opera Theater of St. 
Louis production of The Tales of Hoffman; Stephen Lord, conductor. On November 17th 
she performed Vivaldi's Nulla in mundo pax sincera with The Boston University Baroque 
Orchestra under conductor Martin Pearlman at Marsh Chapel. 
Amy Oraftik 
~· -soprano Amy Oraftik, is currently a graduate student at Boston University, an 
a, a of DePaul University, and a native of the San Francisco Bay Area. Most recently, Ms. 
Oraftik appeared as the Baroness in Boston University's concert performance of Vanessa 
with BU alumna, Lauren Flanigan. She also sang the role of Meg in the European premiere of 
Little Women under the baton of Metropolitan Opera rehearsal conductor, J. David Jackson. 
Ms. Oraftik will work with Boston-based composer Kareem Roustom as the mezzo-soprano 
soloist in the world premiere of his new work, The Son of Man, at the United Parish of 
Brookline in May. Ms. Oraftik is a student of Penelope Bitzas. 
Adrian Smith 
.Adrian Smith, Bass-Baritone, is a member of the Opera Institute at Boston University, 
where he earned the Master of Music degree in 2010. He is a student of Dr. Jerrold Pope. 
Mr. Smith is a 2008 graduate of Lenoir-Rhyne University in Hickory, NC, where he earned 
the B.A. in Voice Performance. He has been heard in roles such as the Leader/ Preacher 
in Kurt Weill 's Down in the Valley, Elder Ott in Floyd 's Susannah, Antonio in Le nozze di 
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Figaro, Raimondo in Donizetti's Lucia di Lammermoor, Ignacio in Balcom's Lucrezia, Col line 
in La Boheme, and most recently as The Old Doctor in Vanessa. In April 2009 he made his 
Boston Symphony Hall debut, performing Mozart's Great Mass in ( -minor with the Boston 
University Symphony Orchestra and Symphonic Chorus. This summer, Adrian was a 
member of the Gerdine Young Artists program at the Opera Theatre of St. Louis, and o • 
Young Artists Program at Opera North. 
Tiffany Chang, conductor 
Originally from Taiwan, Tiffany Chang graduated from Oberlin Conservatory in 
2009 with a Master of Music Education, Bachelors of Music in cello performance and 
music education, and minors in composition and music theory. 
Ms. Chang served as the Music Director of the Oberlin College Symphony and 
has conducted the Boston University Orchestras and Chamber Ensemble. She has 
also conducted the Bohuslav Martinu Philharmonic, Astoria Symphony (NYC), and 
the Oberlin Conservatory Orchestras. She was assistant conductor for the Boston 
University Opera Institute's production of Cos/fan tutte and for the Northern Ohio 
Youth Orchestras. Currently, she serves as the assistant conductor and manager of the 
Boston University All-Campus Orchestra. She participated in the 2010 International 
Conducting Festival and Workshop, the 2010 NYC International Conducting Workshop, 
and the 2008 Taipei International Choral Festival. Ms. Chang studied orchestral 
conducting with David Hoose, Bridget-Michaele Reisch I, and Amy Chang; her other 
mentors include Robert Spano, Kirk Trevor, Larry Rachleff, Donald Schleicher, and 
Gabor Hollerung. In addition, she frequently guest-conducts school ensembles in 
Asia, Australia , and the United States. Having studied cello with Amir Eldan and 
Hans Jensen, Ms. Chang actively teaches and performs as a cellist. She also studied 
composition with Amelia Kaplan and has been commissioned to write for schools and 
orchestras. Her notable awards include the Phi Kappa Lambda Prize for Musicianship, 
Theodore Presser Scholarship, Ernest Hatch Wilkins Memorial Prize, and Oberlin 
Conservatory Dean's Scholarship. Ms. Chang is pursuing a Doctor of Musical Arts 
degree in orchestral conducting at Boston University under the guidance of David 
Hoose. 
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Ann Howard Jones, conductor 
Ann Howard Jones is Professor of Music and Director of Choral 
Activities at Boston University. She conducts the Symphonic 
ar amber Choruses, supervises conducting students in the 
\ Ct... rt Chorus and the Women's Chorale, teaches graduate 
choral conducting, and administers the MM and DMA programs 
in Choral Conducting. Dr. Jones is also the conductor of the BU 
Tanglewood Institute Young Artists' Vocal Program Chorus, an 
auditioned ensemble of high school singers which rehearses and 
performs at Tanglewood in the summer. 
Recognized as a distinguished clinician, adjudicator, teacher and 
conductor, she has led many all state and regional choruses, workshops and master 
classes in the US, Europe, South America, Canada and Asia . She has been invited to 
teach and conduct at North Texas, Michigan State, Missouri, University of Miami, San 
Diego State, University of Missouri-Kansas City, Southern Methodist University, and 
Westminster Choir College of Rider University. 
From 1984-1998, Dr. Jones was the assistant conductor to the late Robert Shaw and 
the Atlanta Symphony choruses, where she was Assistant Conductor for Choruses, 
sang in the alto section, assisted with the Robert Shaw Chamber Singers and helped 
to organize the Robert Shaw Institute. She sang and recorded with the Festival 
Singers both in France and in the U.S. The Festival Singers were also represented in 
performances of major works for chorus and orchestra at Carnegie Hall in a series of 
performance workshops. After Shaw's death in 1999, Dr. Jones was invited to conduct 
the Robert Shaw Tribute Singers for the American Choral Directors Association 
conferences in San Antonio and Orlando. 
Ci:' ses at Boston University have been invited to appear at conventions of the 
A 1can Choral Directors Association (ACDA) in Boston and New York City. Dr. 
Jones has traveled with a group of BU graduate student to Padua and Venice, Italy, 
to perform and to study. A similar trip was made to Oslo and Bergen, Norway. In the 
spring of 2009, the graduate conducting students joined Dr. Jones at the national 
convention of ACDA in Oklahoma City where she was invited to prepare and conduct a 
world premiere of a work by Dominick Argento. The conductors sang in the chorus and 
assisted in the preparations for the performance. 
Among the honors which Dr. Jones has received are the coveted Metcalf Award for 
Excellence in Teaching from Boston University, a Fulbright professorship to Brazil, and a 
lectureship for the Lily Foundation. 
Dr. Jones is a native of Iowa and her degrees are from the University of Iowa. 
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BOSTON UNIVERSITY SYMPHONIC CHORUS 
Ann Howard Jones, Director of Choral Activities 
Justin Blackwell, Assistant Conductor and Rehearsal Pianist 
The Boston University Symphonic Chorus is a musical organization made up of students from ten fore' 
countries and thirty-four states. While there has been choral singing at BU since the 1800s, the chon.. s 
present form, was founded in 1993. In its brief history it has performed many major choral works and had a 
significant collaboration with the late Robert Shaw. 
Soprano Alto Tenor 
Mai Auapinyakul Laura Blaha Chris Addis 
Emi ly Baker Caitlin Brett Rafael Amaral 
Virgin ia Barney Fiona Bryson Christopher Barberesi 
Maura Bastarache Melanie Burbules Zachary Barnard 
Che lsea Bel l Rachel Carpentier Michael Barrett 
Emi ly Can ia Borah Coburn Tommy Ba rth 
Kate Cordial Elizabeth Doyle Jason Berger 
Andrea Devito Kirsti Esch Peter Eramo 
Ang Gao Morgan Ford Frank Furnari 
Cara Grimaldi Brittney Freed Justin Kenney 
Mariko Henstock Kende ll Georges Xavier Nunez 
Emily Hudson Stephanie Gray Joseph Pratolongo 
Linsey Hunt Emily Harmon Josh Reynolds 
Suzanne Karpov Sarah Harrison John Slack 
Charlotte Keating Emi ly Howe Cory Wikan 
Chih-Liang Lin Sylvia Lewin Chi-Yao Tang 
Joanna Lynn-Jacobs Julie Lamattina 
Lea Madda Michele Murphy Bass 
Hailey Markman Emily Neuberger Tristan Axelrod 
Janette Martinez Ameila Nixon Stephen Arrendondo 
Megan McCarney Caroline Olsen Luciano Barbosa 
Tavia Merchant Laura Pincus Leon Bernsdorf 
Lisa Quartermaine Apri l Soto Tom Curry 
Mariana Ramirez Jayne Swank David Fr ied 
Ellen Reavey Erin Th ibeau Gil Thorner 
Elise Roth Melissa Tow Stephan Griffin 
Mariya Shoteva Anna Woodbury Richard Gruenler 
Carey Shunskis Kaitlyn W ulfken Alex Handin 
Sahana Simha Yuxin Yan Zachary Innis 
Kirsten Smayda Adam Kurihara 
Abiga il Smith Andrew Lai 
Crystal Taber Kyle Lanning 
Katrina Tammaro Ross Maddox 
Sarah Weiskittel Micha l Novotny 
Kira W inter Daniel Peterson 
Stephen Stacks 
Johann Stuckenbruck 
Daniel Tarquirio 
Suksant Fiat Vongpunsawad 
Caleb Wi lliams 
Thomas Weaver 
Carlton Welch 
Carl Wellh 
Qingyang Xi 
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BOSTON UNIVERSITY CHAMBER ORCHESTRA 
Tiffany Chang, conductor 
Vi"1' I 
S twood, concertmaster 
George Millsap 
Grace Rhee 
Emma Gifford 
Ethan DuBois 
Nicole DiBlasi 
Elizabeth Levens 
Daniel Faris 
Sarah Leonard 
Violin II 
Kathryn Koch 
Michael Hustedde 
Kate Outterbridge 
Max Rainwater 
Min Jung Noh 
Chelsea Murphy 
Katherine Love 
John Bian 
Viola 
Kiara Ana Perico 
Andrew Salo 
Kaitlin Springer 
Jeff Strome 
/ 
Cello 
Matthew Flynn 
Eric Adamshick 
Korynne Bolt 
Christopher James 
Noah Wheeler 
Peter Levine 
Jeremiah Moon 
Graham Boswell 
Bass 
Alexander Edelmann 
Adam Davis 
Flute 
Ted Anton ' 
Jessica Nelson + 
Youjin Suh 
Liz Trinidad * -
Oboe 
Ruiliu* ' -
Kai-Chien Yang+ 
Lindsay Hollingshead 
Clarinet 
Annie Moxie 
Thomas Weston * + ' -
Brad Whitney 
Bassoon 
Kaitlin Fry * + 
Devon Nelson ' -
Horn 
Jon Anderson + 
Daniel Doyle ' -
Krysta Harmon * 
Trumpet 
Samantha Barnhart ' 
David Baroody+ 
Pat Bergerson * -
Trombone 
Justin Mitnik + 
Courtney Sande'r ' 
Juan Zunigas 
Harp 
Mason Morton 
Timpani 
Jenica Anderson * + ' 
Matthew McDonald -
* Principal on Mendelssohn 
+Principal on Requiem 
' Principal on Nachtlied 
-·Principal on Haydn 
Orchestra Manager 
Konstantin Dobroykov 
Assistant Conductors 
Zachary Bruno 
Tiffany Chang 
Konstantin Dobroykov 
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BOSTON UNIVERSITY COLLEGE OF FINE ARTS 
Boston University is one of the leading private research and teaching institutions in the world 
today, with two primary campuses in the heart of Boston and programs around the world. 
The Boston University College of Fine Arts was created in 1954 to bring together the Sc of 
Music, the School of Theatre, and the School of Visual Arts. The University's vision was to L• ~ te 
a community of artists in a conservatory-style school offering professional training in the arts 
to both undergraduate and graduate students, complemented by a liberal arts curriculum for 
undergraduate students. Since those early days, education at the College of Fine Arts has begun 
on the BU campus and extended into the city of Boston, a rich center of cultural, artistic and 
intellectual activity. 
Benjamin Juarez, Dean, College of Fine Arts 
Robert K. Dodson, Director; School of Music 
Jim Petosa, Director; School of Theatre 
Lynne Allen, Director; School of Visual Arts 
BOSTON UNIVERSITY COLLEGE OF FINE ARTS 
DEAN'S ADVISORY BOARD 
Jason Alexander ('81, Hon.'95) 
Actor, Director, Writer 
Fred A. Bronstein ('78) 
Member, BU Board of Overseers 
President and Executive Director 
Saint Louis Symphony Orchestra 
Saul Cohen 
President 
Hammond Residential Real Estate 
Dr. Chester Douglass 
Professor and Department Chair 
Harvard School of Dental Medicine 
Steven G. Friedlander ('80) 
Principal 
Auerbach Pollock Friedlander 
SungEun Han-Andersen ('85) 
Member, BU Board of Trustees 
President 
G.C. Andersen Family Foundation 
Joan Horton (' 69) 
Marketing Consultant 
Horton Group 
David Kneuss ('70) 
Executive Stage Director 
Metropolitan Opera Association 
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Stewart F. lane ('73) 
Pres ident and CEO 
Stewart F. Lane Productions 
Penny Peters ('71) 
Communications Strategist and 
Management Consultant 
Nina Tassler ('79) 
Member, BU Board of Trustees 
President 
CBS Entertainment 
Gael Towey ('75) 
Chief Creative and Editorial Director 
Martha Stewart Living Omnimedia 
Gregg Ward ('82) 
President 
Orlando Ward & Associates 
Luo Van ('90) 
President 
Silver Dream Productions 
Ira Yoffe ('78) 
Principal, Creative Director 
Yaffe Media Group 
FRIENDS OF THE COLLEGE OF FINE ARTS 
We are grateful to our community of alumni, faculty, families, and friends who believe in the importance of 
supporting gifted students in music, theatre, and the visual arts through their generous contributions. Gifts to the 
College of Fine Arts fund important capital initiatives, scholarships, educational outreach, performances, and exhibi-
tio· of which directly benefit the talented young artists of Boston University. 
For more information about how you can join our growing list of supporters, please contact us at 617-353-5544 or 
make a donation online at www.bu.edu/cfa/alumni/giving-back. We would love to welcome you into our donor 
community! 
We thank the following donors for their generous support during the 2009-2070 fiscal year*: 
$100,000 and above 
SungEun Han-Andersen 
$25,000 to $99,999 
The Estate of Peter Donnelly 
Bobbi Hamill 
The Estate of 
James Nelson Humphrey 
Andrew Lack 
Stewart F. Lane and Bonnie Comley 
Mary Ann Milano 
2009 Revocable Trust 
Mary Ann Milano-Picardi 
Neil and Jane Pappalardo 
Dr. John Silber 
James H. Stone 
The Estate of 
A. Theodore Tell strom 
Virginia E. Withey 
$10,000 to $24,999 
John and Harriet Carey 
Ann and Gordon Getty Foundation 
Greek Composers' Union 
The Avedis Zildjian Company, Inc. 
$5,000 to $9,999 
Michael Chiklis 
9' Charitable Trust 
( and Joy Douglass 
The orence J. Gould Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony 
Association 
Ernst and Gail von Metzsch 
Francis Williams 
$1,000 to $4,999 
Jason Alexander 
Cathy Altholz 
The ASCAP Foundation 
Richard Balsam 
Cathy Barbash 
Bette Davis Foundation, Inc. 
Linda Cabot Black 
Bose Foundation, Inc. 
Fred Bronstein 
Richard D. Carmel 
Charitable Remainder Trust 
Stewart and Judith Colton 
Saul and Naomi Cohen 
Frank D'Accone 
Margaret May Damen 
Teresa Del Piero 
Robert K. and A lberta J. Dodson 
William Earle 
Jimmie Jackson 
Chiyomi Kanazawa 
Ellen Kazis-Walker 
Saran Kraichoke 
Richard Lenz 
Beth Marcus 
Marian Morash 
Larance and Charla Morgan 
Thomas Munn 
Mia Oberlink 
Richard Ekdahl 
Marie Fa Iabeiia 
Thomas C. Farrell 
Judith Flynn 
Steven Friedlander 
Michael Goldenberg 
Richard and Susan Grausman 
Lady Mercia M. Harrison 
Robert and Phyllis Hoffman 
Lindsey V. Humes 
Dmitri and Elena llyin 
Larry G. and Ann Howard Jones 
Tom F. and Irene Gesiak Kelley 
DavJd Kneuss 
Robert Krivi 
The Reverend Dr. Joan B. Malick 
Rita Mehos 
Andrea Okamura 
F. Taylor Pape 
The Presser Foundation 
Sandra Lee Rowsell 
Kenneth D. Rudnick 
Madeleine Schulman 
Amy Abrich Shemin 
Nina Tassler 
Robert Thoburn 
Gael Towey 
The Ushers & Programmers Fund 
in honor of Robert and 
Dorothy Dandridge 
Luo Yan 
Moshen Darius and 
Shu Bing Yaraghi 
$500 to $999 
Apostolos Aliapoulios 
Amy Lynn Barber 
Salvatore Cania, Jr. and Lisa Cania 
Beth Chen 
Terrence and Patricia Connell 
Roger Davidson 
Edna Davis 
Emily Deschanel 
Ann B. Dickson 
Keith Druhl 
Debra Dion Faust 
David Feigenbaum and 
Maureen Meister 
Wi lbur and Lorraine Fullbright 
Frank Ginsberg 
Gudjonson Hermannsson 
Richard and Marilyn Hobbs 
Colonel Capers A. Holmes, 
USAFCRet.) 
J<;>a n Horton 
Bernard Schwartz 
Roberta Steiner 
Mr. and Mrs. Mose W. Stuart Ill 
Patrick Szymanski and 
Margery Lieber 
Richard Van Deusen 
Ellen Yates 
Linda Neil Yee 
Kalman Zabarsky and 
Kerry Loughman 
'This list reflects donations made between Ju ly 1, 2009 and June 30, 2010. For a comp lete list of all CFA donors visit 
www.bu.edu/cfa/a lumni/giving-back. If your name has been omitted from this list, please contact us so that we can correct 
our records. 
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BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS 
Steven Ansell viola • 
Edwin Barker double bass' 
Cathy Basrak viola 
Lynn Chang violin 
Daniel Doiia pedagogy 
Jules Eskin cello 
Carolyn Davis Fryer 
double bass 
Edward Gazou leas viola 
Raphae l Hillyer viola 
Marc Johnson cello 
Bayla Keyes violin • 
Michelle LaCourse viola • 
Katie Lansdale violin 
Benjamin Levy double bass 
Lucia Lin violin * 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin • 
lkuko Mizuno violin 
John Muratore guitar 
George Neikrug cello ++ 
James Orleans double bass 
Leslie Parnas cello 
Ann Hobson Pilot harp 
Barbara Poesch i-Edrich harp 
Michael Reynolds cello • 
Rhonda Rider cello 
Todd Seeber double bass 
Roman Totenberg violin++ 
Michael Zaretsky viola 
Peter Zazofsky violin • 
Jessica Zhou harp 
WOODWINDS, BRASS, and 
PERCUSSION 
Laura Ahlbeck oboe 
Ken Amis tuba 
Jennifer Bill saxophone 
Peter Chapman trumpet 
Geralyn Coticone flute 
Doriot Dwyer flute 
Terry Everson trumpet • 
John Ferri llo oboe 
Timothy Genis percussion 
ian Greitzer clarinet 
Ronald Haroutounian bassoon 
John Heiss flute 
Gregg Henegar bassoon 
Renee Krimsier flute 
Gabriel Langfur bass trombone 
Don lucas trombone • 
Richard Menaul horn 
Suzanne Nelsen bassoon 
Craig Nordstrom, clarinet 
Toby Oft trombone 
Elizabeth Ostling flute 
Ken Radnofsky saxophone 
Richard Ranti bassoon 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero 
bassoon 
Eric Ruske horn • 
Robert Sheena 
English horn 
Ethan Sloane clarinet • 
Jason Snider horn 
Samuel Solomon 
percussion 
James Sommerville horn 
Linda Toole flute • 
Lee Vinson percussion 
PIANO 
Anthony di Bonaventura * 
Maria Clodes-Jaguaribe • 
Gila Goldstein 
Linda Jiorle-Nagy 
Boaz Sharon • 
COLLABORATIVE PIANO 
Shiela Kibbe • 
Robert Merfeld 
ORGAN 
Nancy Graner! 
Peter Sykes • 
VOICE 
Michelle Alexander • 
Sarah Arneson * 
Penelope Bitzas • 
Sharon Daniels * 
James Demler • 
Gary Durham 
Phyllis Hoffman • 
Frank Kelley 
Matthew Larson 
Susan Ormont 
Bonnie Pomfret 
Jerrold Pope • 
Andrea Southwick 
Maria Spacagna 
SCHOOL OF MUSIC PRODUCTION DEPARTMENT 
J. Casey Soward, Manager of Production and Performance 
Michael Culler, Head Recording Engineer 
Diane Mclean, Stage Manager 
Shane McMahon, Recording Engineer 
Ephraim Eric Roberson, Scheduling and Programs Coordinator 
Kris Sessa, librarian 
Martin Snow, Keyboard Technician and Restoration 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fine Arts 
Robert K. Dodson, Director, Schoof of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
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HISTORICAL 
PERFORMANCE 
Aida Abreu recorder 
Sarah Freiberg Ellison 
cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell lute 
Martin Pearlman 
Baroque ensembles • 
Robinson Pyle 
natural trumpet 
Marc Schachman 
Baroque oboe 
Jane Starkman 
Baroque violin, viola 
Peter Sykes harpsichord • 
MUSICOLOGY 
Victor Coelho * 
Steven Cornelius • 
Sean Gallagher 
Brita Heimarck • 
Arni Heimir lngolfsson 
Thomas Peattie * 
Joshua Rifkin • 
Andrew Shenton• 
Jacquelyn Sholes 
Jeremy Yudkin • 
COMPOSITION 
AND THEORY 
Brett Abigaiia 
Vartan Aghababian 
Martin Amlin * 
Deborah Burton • 
Justin Casinghino 
Richard Cornell • 
Joshua Fineberg • 
Samuel Headrick • 
David Kopp • 
Mary Montgomery Koppel 
Rodney Lister • 
Kelty Nez • 
John Wallace • 
Steven Weigl • 
SCHOOL OF MUSIC 
Richard Cornell, Associate Director 
MUSIC EDUCATION 
Richard Sunbury • 
Bernadette Colley 
Susan Conkling • 
Diana Dansereau • 
Andre de Quadros • 
Jay Dorfman • 
Andrew Goodrich ' 
Lee Higgins· 
Ron Kos • 
Warren Levenson 
Roger Mantie • 
Sandra Nicolucci • 
Evan Sanders 
CONDUCTING 
David Hoose • 
Ann Howard Jones • 
Scott Allen Jarrett 
David Martins 
John Page 
OPERA INSTITUTE 
Helena Binder 
Judith Chaffee 
Phyll is Curtin++ 
Sharon Daniels • 
Melinda Su llivan-Friedman 
Frank Kelley 
Angie Jepsen 
Wi lliam Lumpkin ' 
Adam Mclean 
Jim Petosa 
Betsy Polatin 
Christien Palos 
Jeffrey Stevens • 
Nathan Troup 
Allison Voth • 
STAFF PIANISTS 
Michelle Beaton 
Eve Budnick 
Matthew Larson 
Phi ll ip Oliver 
Lorena Tecu 
Noriko Yasuda 
Molly Wood 
Department Chairs 
represented in bold 
• lull -time faculty 
++Emeritus 
Phyllis Hoffman, Director. Applied Studies and Performance 
SCHOOL OF MUSIC EXECUTIVE COMMITIEE 
Susan Conkling, Music Education 
Richard Cornell, Music Studies 
Phyllis Hoffman, Applied Studies and Performance 
Ann Howard Jones, Ensembles 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Tuesday, November 30, 8:00pm 
Saturday December 4, 8:00pm 
Sunday, December 5, 8:00pm 
Wednesday, December 8, 8:00pm 
Thursday, December 9, 8:00pm 
Friday, December 10, 8:00pm 
ay, January 24, 8:00pm 
Wednesday, February 2, 8:00pm 
World Music Concert 
The BU Kenti Wala African Ensemble 
Steven Cornelius, di rector 
Lamine Toure, guest artist and choreographer 
Talea Cornelius, guest choreographer 
Concert Hall 
BU Opera Institute 
Winter Opera Scenes 
Concert Hall 
Faculty Recital Series 
Quartets 
Ed Barker, double bass 
with Nicholas Schwartz, Bebo Shiu, 
and Yi -Jung Su, double bass 
Tsai Performance Center 
Richmond Piano Competition 
Winners' Concert 
Moises Fernandez Via, piano 
Tsai Performance Center 
Student Composers' Concert 
Concert Hall 
Faculty Recital Series 
Boaz Sharon, piano 
Tsai Performance Center 
ALEA Ill 
Avant-garde International and Not Only 
Tsai Performance Center 
For more information on our events, please contact the School of M usic office at (617) 353-3341. 
Sign up for the CFA E-calendar at www.bu.edu/cfa/events 
Old South Church, 645 Boylston St. Boston 
Concert Hall, 855 Commonwealth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
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